The article presents an investigation into attempts to create an American fashion identity for women in the U.S. that emerged during the early 20th century, just as the women's ready-to-wear clothing industry was beginning to take shape. The development of design talent in the U.S. is traced through an examination of trade publications promoting a uniquely American fashion sense. Particular attention is paid to the establishment of the publication "Women's Wear" in 1910. Campaigns supporting the development of an American style promoted by the National Ladies' Tailors' and Dressmakers' Association are analyzed. 
Manufacturers presumed these "commissionaires" to have a "thorough knowledge of the American market." 13 The role of American designers employed by manufacturing firms and custom salons in department stores was to create salable adaptations of prevailing French fashions that were in tune with American tastes. However, this system of copying and refining
French ideas was cumbersome. The sustained demand for ready-to-wear clothing at all price levels convinced manufacturers of the need to create efficiencies. For the United States ready-towear apparel industry, rapid growth and the ability to reach consumers of all economic levels depended on its capacity to streamline the system and rely on unique styles of its own.
The Campaign for American Fashion
By the second decade of the twentieth century, increasingly strident voices began to demand development of an American style not dependent on Paris. 14 A unified message emerged when the National Ladies' Tailors' and Dressmakers' Association organized an advertising campaign and slogan, "American Styles for American Women"; both the popular and trade Dress 3 presses quickly adopted the concept. 15 At least initially, one of the Association's concerns was the timing of production for the ready-to-wear industry. There was a perceived need to wait for the Paris showings, but these were too close to the actual buying season for manufacturers to plan production efficiently. Described in Women's Wear as the "worst evil" of the industry, this design dependency hampered mass production techniques. 16 Determining the obstacles in transitioning to an industry fully dependent on American designs characterized a portion of the campaign debate. As ideas volleyed back and forth in the trade and popular press, questions of industry-level creativity and originality entered the discussion. 17 However, to the manufacturer, the customer was at fault for granting status to anything with a French label. Designers already modified the foreign designs for a woman perceived to be healthier, more athletic, and to have a more active lifestyle than her French counterparts. This would seem to give U.S. designers a significant advantage, but they held American women responsible for waiting for the French openings before making their purchasing decisions. Some manufactures and editors also accused the customers of a slavish tendency to follow French fashion, rather than dressing for their own individuality. 18 Between 1910 and 1920, the debate about American fashions for American women wore on in the U.S. press with advertisements, articles, and letters to the editor celebrating, questioning, and decrying the possibility of American-created fashion (Figure 1) . 19 Despite demands to promote the national economy, practice patriotism, and disavow "the freakish, tasteless, and audacious Parisian models," the celebration and copying of Parisian models continued to be the norm. 20 Fashion writers, designers, and commentators continued to question why U.S. manufacturers and designers, who always had adapted Parisian designs to fit American tastes, could not take the next logical step forward and originate their own creations. 21 While some gradual acknowledgment of American design finally occurred in the 1930s, most American designers did not achieve name recognition until the 1940s. 22 This would not have been possible, however, without the groundwork laid in this emergent period of the U.S. ready-to-wear apparel industry.
What Were American Fashions?
To many observers the distinction between French and American designs was American designers looked to the general idea of Parisian couture but had the skill and design sense to make extensive and creative changes to style details.
The diversity of American women, comprising a variety of national and cultural backgrounds also clouded the issue, making it difficult to refer to a single original American style. The Parisian-born stage actress Sarah Bernhardt maintained that it should be easy to create an American costume, as the United States did not have a national heritage to follow, yet she was at a loss to describe the distinguishing characteristics of a truly "American" garment. 29 Although Contemporaries claimed that the tradesmen of France, in an attempt to keep production continuous, changed styles as often and as drastically as possible. Some writers believed that the French would sell "any old thing" only to change the prevailing style completely later on. 39 This was an interesting attempt to blame the French for changing fashion--an overall tendency of the fashion system itself. 40 Throughout 1912, in particular, there was a constant stream of criticism aimed at French designers. 41 Those who considered French styles too extreme most often turned the spotlight on the designs of Paul Poiret. For example, James Blaine, designer for New York-based Thurn, (who had previously worked in Paris) described one of Poiret's early lines as "a lot of queer little girls" wearing "slinky little Greek-line garden party gowns, with their broad sleeves and their ropes about the middle." Poiret's "jupe culottes," which he described as an idea for the future, was singled out for criticism and evidence of the ridiculousness of French design. 42 Poiret, on the other hand, accused the ready-to-wear industry of vulgarizing his more avant-garde ideas as designs were copied at all prices. 43 Dress 7
The increased demand for clothing by a greater number of customers intensified the call for originality but also increased the likelihood that ideas would be replicated. American women complained that they had "become sick and tired of being charged preposterous prices for supposedly personal models, and finding that model copied a hundred times over in Paris and in New York." 44 When wealthy, prominent, society women wore a gown, second-rate designers and mediocre design houses copied these models for less wealthy women. American Edith The rampant copying of French dressmakers and designers continued because the prestige of a French creation still swayed many customers. For some manufactures and retailers, the easiest route to a "French" design was to attach a fake French designer label. Large and small retailers alike used these labels, imported from Paris or created in the United States, as important selling points. 48 One leading U.S. dressmaker claimed that "there are dozens of shops in New York where American-made clothes bear French labels, because American women would not buy them otherwise." 49 Some felt that false labels were deceptive to the consumer, while others argued that "any American woman knows that she can't get a new Paris hat for twenty dollars. If she doesn't she's a fool and she deserves to get swindled." 50 Others argued that the vendors should bear the legal and moral responsibility for deceiving their customers. American labels were appreciated and, more importantly, sought after and purchased.
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Changing Trade Regulations
While the debate raged on about the role of Paris as an obstacle to American design, government restrictions finally began to ameliorate the situation. Historically, the tariff has been the most effective weapon in the arsenal of U.S. business promotion against foreign competition.
Tariffs (duties on foreign goods that are or could be domestically produced) have been touted as protecting industries for national defense, contributing to national prosperity, and raising the standard of living for U.S. workers. Due to the protectionist policy of tariffs during the early part of the twentieth century, infant industries grew into giants, and lack of competition allowed for organization and monopoly. The U.S. government systematically raised tariffs on silks and mercerized cottons in the 1909 tariff regulations based on intricate classification schedules of weight and fineness of grade. 59 The consistent rise in tariffs on silks and cottons, the primary materials for dress goods, was intended to encourage domestic production of these frequently imported goods. Not long ago, hundreds of American dressmakers made regular trips to Paris twice a year, returning with an average of a dozen new models each, they passed more or less duty free. Now duties are charged and the result is only the large firms buy Paris models. Of course, it is quite natural that none of the great Paris dressmaking establishments should be willing to acknowledge this fact, but from all accounts it is now beyond doubt that America, and New York especially, has become a fashion center to be reckoned with, even by Paris. Canadian ports without the payment of revenues to U.S. customs officials. 68 These economic conditions also spurred support for American design independence.
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Development of an American Design Presence
While calls for "American fashions for American women" made good news stories, organizational structures needed to be put into place to educate American designers, encourage
American fashion development and promote the United States as a fashion center. The expansion of the ready-to-wear industry in the early twentieth century, plus a growing spirit of nationalism, 69 opened the door and created a demand for American designers. Two problems were the lack of a support network for design in this country and the lack of recognition and publicity of U.S. style "voices." Once the need and desire for American creative talents was established, how would interest in design careers be cultivated, and how would designers be trained? Numerous proposals were offered in the pages of Women's Wear to expand formalized education for nascent American designers, to create museums and style libraries, to publicize American designers in the media, and to support the creation of associations to advance American creative design.
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Design education developed simultaneously with the growing women's ready-to-wear industry. 71 The earliest programs were founded to train designers for the wholesale and retail garment trade in both mass production and for dressmaking establishments. The ready-to-wear industry required a designer with different skills than the custom dressmaker -the traditional source of sewing and design training for women. 72 U.S. ready-to-wear manufacturers and retailers demanded efficiency and salable goods from their designers. In the ready-to-wear apparel industry, successful styles meant a compromise between the creative ideas of the haute couture and the necessary economies of mass production. To succeed in ready-to-wear, designers needed to create a great number of variations based on one model, and they had to embrace a work environment was often a factory -a very unstylish setting. Artistically minded schools, such as the Pratt Institute in New York, taught students fashion design, sewing, and drawing, as well as pertinent business methods. Within the more commercial vocational schools, students typically decided between programs in fashion illustration and dress designing. Depending on the talent and needs of the student and the availability of jobs, students were encouraged to consider working in any area within the apparel industry, including manufacturing, retailing, fashion journalism, and even modeling. Prominent industry members urged young designers to take history of textiles, costume design, and artistic courses and urged travel to both domestic and exotic locales.
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According to Alexander Grean, chairman of the "Society for American Fashion for American Women," speaking to a group of students at the Teachers College of Columbia University: "It makes no difference how clever you may become with the pencil. The most important thing is to cultivate your aesthetic taste by observing and studying everything that is beautiful and harmonious in nature and in art." 76 Promising designers were encouraged to analyze fashion tendencies in light of recent events and probable future trends and to recognize important silhouettes. Students were pushed to train their powers of observation and analysis by keeping journals and scrapbooks, cutting out illustrations of dresses, suits, coats, hats and shoes, and recording the popular designs. Grean, a dressmaker and tailor, stated that it was more important to learn artistic drawing than pattern cutting because the United States had enough pattern makers; it needed artists. This was in direct contrast to the vocational programs for dressmakers, which also emphasized sewing and patternmaking skills. He also urged students to develop "interpretive design creations" and not blatantly copy Paris or even U.S. designs. 77 At least in the early part of the twentieth century, women were discouraged from pursuing careers in design because of the assumption that they would marry, have children, and abandon the profession. Leading proponents of the "American fashions for American women"
campaign urged manufacturers to pay a designer enough money so that he could, "work designs, eat designs, drink designs, and at night he must dream designs or pay a fine for every dream that Dress 13 is alien to the profession." 78 This was an interesting pronoun choice given the title of the essay:
"Girls who Apply for [Design] Positions." Indeed, apparel industry designers in the early nineteen hundreds were most often referred to as masculine. 79 As the twentieth century progressed, however, women were encouraged to pursue careers in design. 80 Since the turn of the twentieth century, American manufacturers had congratulated themselves on excellent workmanship and adaptations of French designs. 81 What seemed to be missing was a source of inspiration for the development of original design ideas, something the 84 Crawford, through his writings in trade and art-focused publications became an important spokesperson for the "creative research" that museums could provide to the fashion world. 85 To make clothing that was as beautiful as that found anywhere else in the world, he believed that designers needed to study not only the trend of fashions, life, and necessities of the day, but also documents in the chief New
York City libraries and museums. 86 In addition to museums and style libraries, America was missing both the cultural ambience and legal protection enjoyed by Parisian designers. Commentators suggested that to compete with Paris, Americans needed similar venues, such as horse races where French fashions usually premiered, magnificent open air restaurants, and cafes where good music could be heard and afternoon tea consumed, and where fashionable women could be seen.
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Advertising and Promotion
One reason American designers struggled to achieve recognition in the early part of the twentieth century was lack of attention from the press. Parisian designers were celebrated as superior creators of exquisite design, whereas American designers were routinely commended for their technical abilities for copying Parisian design. Advertising and editorial content in the fashion press highlighted French designers Poiret, Doucet, Paquin, and Cheruit, while American designers were rarely mentioned by name in advertising spreads. 88 According to dress designer James Blaine, the newspapers were to blame for the "bewitching and hypnotizing of women" for all things Parisian. 89 Each season, Parisian design decisions, tendencies, and innovations filled American department and specialty store ads while American stores rarely commented on U.S.-made merchandise. This was in part due to the American system in which many American designers created goods under a manufacturers' name, a department store, or even a false Parisian label. Clara Simcox, one of the rare American designers who advertised her own creations and received credit for her designs stated, If we had the support of our own press (who are giving Paris so much free advertising), if they would recognize our talents without fearing that an ad might get lost by boosting our home industries, American women would soon generally realize the great mistake in buying the poorly finished and hurriedly made French dresses.
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It was argued that if the press promoted the work of American designers, stores would naturally be more "courageous in advocating and pushing American-made goods." 91 American dressmakers wondered why the U.S. press gave so much space to French and other foreign merchants, especially since these advertisements competed with U.S.-made clothing sold in retail shops. 92 Manufacturers, however, were responsible for advertising their products and their own designers. In advertisements to consumers, manufacturers rarely listed their designers, choosing to highlight the company name. Interestingly, theatre programs publicized and recognized their In the 1930s, recognition of the importance of promoting American fashions by U.S.
retailers and the popular press resulted in, to a degree, the advancement of American designing talent (Figure 6 ). 104 By 1940, however, the apparel industry still grappled with the concept of American fashion for American women. Some writers argued that the mass production of readyto-wear clothing was something to marvel at, "like the production of automobiles, breakfast cereals, and canned foods, which are so integral a part of the American scene." 105 Others such as Charles Rendigs, head of Nanty Frocks, a firm that produced high priced dresses selling for $150 to $550 in the 1930s, wondered if America could ever produce original pieces of fashion not dependent on Parisian design inspiration. According to Rendings, We in America don't have time for originality. In France, a designer can sit with a cigarette in his mouth and think. He can go out to lunch for two hours and if he doesn't want to come back, he might not; he has time to be original. All you need to be successful in this country is to take a French garment with the originality etcetera add American ingenuity, talent, and machines, then it can be done right. American women also could acquire clothing from dressmakers or create their own clothing at home. However, production of factory-made clothing expanded greatly during the late nineteenth century due to improvements in sewing machine technology, sized patterns, and the application of electric power to drive the sewing machine and the cutting knife by machine. Other specialized machines mechanized pinking, button-holing, snap-fastening, and once-laborious hand processes. Acquisition of factory-made clothing was promoted in rural areas through the wide availability of mail-order catalogues. 
